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interesting manuscript. Rockstro, in his ' Life 
of Handel' (p. 336, foot-note), gives the contents 
of the volume as consisting of four separate com- 
positions, instead of three, by counting the 
chorus under consideration as an independent 
work; but it is perfectly clear that this Hallelujah 
Chorus forms an integral and important part of 
the Organ Concerto in F, No. 4. 
The conducting score of ' Ii Trionfo del 
Tempo, e della Verita' contains, among other 
annotations, the following note:- 
Segue I il Concerto I per l'Organo & poi 
l'Alleluja ] Fine dell' Oratorio j G. F. Handel 
London March 14 i 1737. 
Therefore we may conclude that Handel made 
use of the choral ending when he performed 
the concerto. One such occasion was doubtless 
the revival of the above early Italian serenata at 
Covent Garden in the spring of 1737. He 
subsequently made use of the chorus as the 
final movement of ' The Triumph of Time and 
Truth.' 
The late Sir George Grove was doubtless 
unaware of the nature of the above Handel MS., 
as in his analysis of Beethoven's Choral Fantasia 
-really a Choral Concerto-he says: ' It is 
apparently the first composition in this form and 
may be considered as a kind of attempt or 
"offer" at the Choral Symphony.' But Handel 
has anticipated Beethoven, and we venture to 
think in a very interesting, original and highly 
ingenious manner. 
We are glad to be able to state that this 
Choral Concerto of Handel will be performed at 
the approaching Handel Festival-on the 
Selection Day, June 25-at the Crystal Palace, 
and that the solo part will be played by Sir 
Walter Parratt. In a letter we have just received 
from Mr. August Manns, the veteran conductor 
says: ' I promise myself a great treat from the 
performance of this concerto in its original form 
-a treat which will be enhanced by Sir Walter 
Parratt taking the immortal master's place as 
solo organist.' 
ONOMATOPQEIA IN MUSIC. 
The word onomatopceia has a somewhat 
gruesome sound; it calls up schooldays when 
such expressions as ' hendecasyllable,' ' equation 
to the ellipse,' 'dynamics of a particle,' or even 
(to leave the polyphony of scientific language) 
so simple a word as ' surds,' aroused the indigna- 
tion of the youthful brain and provoked 
rebellion, with a sort of passionate desire never 
to enter upon a further acquaintance with 
matters that must be expressed with so difficult 
an effort of articulation, with so hateful an 
appeal to classic origins. And yet to any 
student who persevered in pursuing to a con- 
clusion the various matters which were 
involved in such terms as these, the pride of the 
backward look upon that which now had under- 
gone a transformation into a perfectly simple 
issue insisted upon retaining the difficult and 
staggering name which had before come so near 
to a prohibition. Thus it is that the grand 
element of-I should dearly like to call it 
"spoof," but it would perhaps be more dignified 
to call it-verbal deception, enters largely into 
the education of youth. One is reminded of all 
the fairy-tales in the world which culminated in 
Wagner's ' Siegfried.' Obstacles quite easy to 
overcome, but apparently bristling with difficulty, 
from the slaughter of the dragon to the conquest 
of the fire, are hurled into the way of life; and 
it is Faintheart who never enters upon the 
inheritance of the Captains Courageous. Let 
then the title of this article be explained in all 
its naked simplicity. 
In literature onomatopceia implies a relation in the conventional sound of the words used to 
the actual sound produced by the thing described. 
When Homer wrote-I set down the words in 
English characters 
--of the ' poluphloisboio 
thalasses' he attempted surely to indicate the 
long roll and swell of the sea that finally curves 
into the waves that swish into foam as the crests 
break on the curl and hiss with the rebellion 
of ten thousand creamy water-drops. When 
Shakespeare wrote ' immortal longings,' he 
leaned upon the words as though he would 
have assassinated time. That very word, 
assassin-which comes to us from that for- 
bidding tribe of murderers which took in the 
East a name that has awful associations 
possesses, if you linger over it with a sense of 
its grimness, the true onomatopceic quality. 
Surely Tennyson's 'hush'd seraglios' is almost 
visionary in the mere pronunciation of the 
words; and though I have not the remotest, the 
most distant idea of the meaning of Swinburne's 
' Out of the golden, remote wild West where the 
sea without shore is,' I feel intensely the idea of 
distance which the dreamy sound of the words 
conveys. It might almost make an artist's heart 
break to think that the man who could produce 
a similar effect out of pure sound from the 
lines- 
Where the sea-egg flames on the coral, and the long- 
backed breakers croon 
Their endless ocean legend to the lazy locked lagoon- 
should be capable of sending out over his 
name-I wonder how many readers guess what 
words I am about to write ?-' The Absent- 
Minded Beggar.' Surely one may say, parodying 
Johnson on Burke, that he 'to the banjo gave 
up what was meant for the Muse.' 
When we come to consider the subject of 
onomatopceia, as applied to music, it may be said 
at the outset that-to one who should consider 
the matter superficially-music, far more than 
literature, lends itself to the reproduction, through 
artistic means, of the natural noises of the world. 
And yet the fact is so obvious that it would 
appear that for this very reason musicians have, 
to a large extent, refused to avail themselves of 
their opportunities, and have secluded themselves 
from any suspicion of natural imitation. So to 
do became a point of honour. Grave treatises 
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were written to prove that mimicry of sound was 
not good musical art. Beethoven's transgressions 
were by certain contemporaries sorrowfully 
pointed to as signs of the degeneration of art: 
and even in quite recent times sound thinkers on 
the subject have striven to prove the naughtiness 
of onomatopoeia in music-they call it realism. And their theory had this justification for it, 
that all the lesser men who had nothing to say, 
and said it very prettily, desired naturally to 
make a stereotyped thing of their art. For such 
a reason they raised form to the position of being 
so exclusive a divinity that the student felt more 
and more the necessity of retiring from Nature 
and living entirely by rule. It is amazing to 
observe how, in the long run, the Kapellmeister 
has his way. Every now and then some brute 
convulsion of Nature, in the shape of an original 
artist, will scatter him and overwhelm him 
as Vesuvius scattered and overwhelmed the 
coherence of Pompeii; and yet he will return; 
he will-one may be pardoned the Latinity of 
the phrase-resume the labours of the great man 
that had sought his destruction, and will proceed, 
out of that very source, to formulate new rules 
and new definitions for future students-rules 
and definitions which are destined to become 
again the prey of some later giant brain. 
For reasons such as these there are whole 
chapters of musicians who have, despite their 
own rare art, avoided onomatopoeia with shud- 
dering horror. Perhaps the greatest of the 
elder musicians who shamelessly espoused its 
discipleship was our own Henry Purcell. To 
him the thing was a source both of inspiration and, 
let it joyously be written, of extreme amusement. 
In such a song as 'Ye twice ten thousand Deities' 
he revels in the idea of repeating the actual and 
vital sounds of the words rather than of making 
a sort of backward translation of them into 
formal and solemn phrases. The Frost passage 
in 'King Arthur' is another instance of his in 
point, in which he attempts the same thing by 
actually instructing the vocalist to sing throughout 
in persistent tremolo, in order to feint the feeling 
of cold which he intended to realize. Dear old 
Haydn, ever young-though it is impossible to 
resist calling him ' old Haydn '-seems in an 
extremity of delight when he can secure an 
onomatopceic effect like that of the serpent in 'The 
Creation.' You can almost imagine that the 
winding of the notes as they lay upon his score- 
paper pleased his simple soul, seduced by the ser- 
pentine thought of musical onomatopceia. Handel 
was not particularly notable for an onomatopceic 
tendency. The fact was that he had very little of 
what may be called the objective instinct indeed; 
and it would be difficult to name any well-known 
example in which he has directly and deliberately 
gone to external sound for immediate imitation. 
The famous 'Hailstone Chorus' is certainly one 
such instance; and I am not sure that the 
infinitely pathetic intervals written for the words 
' no sun, no moon,' in that most poignant of airs 
' Total Eclipse'-which he himself could never 
hear in the days of his blindness without tears- 
may not be regarded as an instance of onoma- 
topoeia, in which the cry of one agonized has 
been literally set down upon the staves of the 
music-paper. Beethoven, however, as has been 
already suggested, in that majestical manner of 
his which, when he pleased, brushed aside every 
convention, every hard and fast rule which 
interfered with the expression of his personality, 
took the cuckoo out of the skies and quietly 
imprisoned him within the bars of the cage of 
his Pastoral Symphony-bars, it may be 
explained-but why explain a jest ? Mozart, on 
the other hand, absolute musician as he was, 
very rarely indulged in realism of that kind; he 
seemed, in the child's phrase-a phrase expres- 
sive, significant, possibly audacious in a mood 
of serious meditation-to cuddle his art; liberal 
as it was, he was not in the habit of freeing it to 
every wind that blew; he was not prepared 
to call in even Nature as his confidential adviser. 
His great ancestor in Art, before whom Mozart 
himself stood astonished as he contemplated the 
mute scores-mute in appearance, but with full- 
strung music at their heart-Johann Sebastian 
Bach, very seldom indulged in the device of 
which I speak. Bach too was like some prophet 
who, turning from the hum and the enormous 
tangle of the actual world, from the little bells, 
the tinkling cymbals, the common appeal of 
daily cries, the everyday insistence of the sound 
of streets, stood with his face toward the summit 
of Sinai, and won therefrom the Tables of the 
Law; for in a sense he was a law-giver. 
On the other hand, consider the case of 
Richard Wagner. Magnificent artist as he was, 
he did not disdain the effectiveness of onomatopoeia 
in music; his face was turned ever towards the 
heights, the 'Alp upon Alp' of his art; but he 
never forgot to listen to the sounds of life. He 
was a fighter, and therefore to a large extent 
a man of the world. He might write score upon 
score not understanded of the people; but he 
never ceased to struggle for their production, for 
their actual realisation. Bach, as he let his 
scores drop from his hand, allowed them to 
accumulate and recked not. Wagner was more 
anxious about the destiny of his offspring. 
The difference in their character accounts for 
the difference in their outlook upon life and art, 
and accordingly you find Wagner rejoicing in 
actuality. He sends wind and string rushing 
through chromatics precisely as in the night-time 
you hear the West wind. I choose the West 
because its orchestral effects have so strangely 
musical a character, more musical even than 
those of the South; for the West always blows 
with a breadth and an embrace in its flight that, 
as Shelley has particularly noted, makes it the 
wind of winds. Moreover, Wagner deals with 
objective sounds in his operatic work with peculiar 
persistence because he had a natural passion for 
the visible as apart from the spiritual world. 
The insistence of colour, always colour, in his 
stage-directions, no less than his enduring sense 
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of natural sound, shows how keenly he looked 
abroad and loved the world as the eye of man views 
it, as the ear of man hearkens to it, drinks it in, 
rejoices in it, clings to it, shudders to depart from 
it, claims the years with passionate entreaty, 
regrets the flight of time, abhors death, dreams 
after immortality, and ever, ever prays with the 
great German for 'light, more light.' This 
is to speak of the gods, whose wine was 
the blood of the world, whose sustenance was 
the heart of humanity. Their divergent views 
upon onomatopceia in music-the direct trans- 
lation of sound into musical notation- prove 
once more the individual greatness of their 
several choice. They have the right to judge, 
these glorious and proud creatures, that which 
they shall do-if they shall steal Nature or refine 
Nature. These words, however, have been written 
concerning the magnificent thieves who have 
flung the sounds of that Nature straight into 
their work; and they are justified by their own 
greatness. They sit in the broad halls of the 
'Master of every Trade ':- 
They take their mirth in the joy of the Earth, 
They do not grieve for her pain; 
They know of toil and the end of toil, 
They know God's law is plain : 
So they whistle the Devil to make them sport 
Who know that Sin is vain. 
VERNON BLACKBURN. 
A FAMOUS CHOIR SCHOOL. 
ST. GEORGE'S CHAPEL, WINDSOR. 
Windsor Castle is steeped in associations as varied 
as they are interesting. One need not go beyond the 
confines of the Lower Ward to find proof thereof. 
On passing through the gateway of Henry VIII., the 
'Royal Free Chapel of St. George, within the Castle 
of Windsor,' is exposed to view. And does not the 
or at the time of their admission clericali clharactere 
insignitos (i.e., have received first tonsure); to each 
of whom was allow'd five marks annually. And as the 
deacon and sub-deacon were plac'd in the College 
only in addition to the vicars, and design'd to succeed 
them in their vacancies, so also were there six secular 
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ST. GEORGE S SCHOOL, WINDSOR CASTLE. 
(Photo by Langfier, Ltd., Old Bond Street.) 
venerable fane furnish themes historical, architec- 
tural and musical ? Let us consider a section of the 
last-named interest, and endeavour to discover some- 
thing about the school in which the choristers of 
St. George's Chapel are educated. 
Nearly six centuries have come and gone since 
King Edward III. founded the College of Windsor. 
Ashmole, in his ' History of the Most noble Order of 
the Garter,' tells us that ' for the service of the choir 
were appointed six choristers, and they to be clerks, 
children, endued with clear tuneable voices, to 
succeed the choristers, when their voices altered.' 
(Chap. iv., p. 158.) These six choristers were increased 
by Edward IV. to thirteen, and continued at that 
number under Henry VIII. Edward VI. reduced 
them to ten. Queen Elizabeth restored them to 
thirteen. There are now twenty-four, of whom 
twelve are choral scholars. 
King Edward III.'s statutes ordered that 'the 
choristers should be duly instructed in grammar and 
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